This article argues that the work of contemporary American artist Walton Ford stages the paradoxical role that trophy hunting played in both establishing and undermining the strict racial, biological, and ecological hierarchization of colonial environments. American Flamingo Hunting for sport is an exercise of power that epitomizes the assumed dominance of imperial nations over colonial and post-colonial environments. For the hunter, the environment of the colony and postcolony is a playground: indigenous populations exist only as guides or as a feature of the landscape, and the fauna as trophies to be won and displayed as symbols of hunting prowess. Hunting for sport is thus "linked historically to the ideology of domination, patriarchy and colonialism" (Kalof and Fitzgerald, 2003: 113) and is "by definition an armed confrontation between the human world and the untamed wilderness, between culture and nature" (Cartmill, 1995: 774). Yet, hunting also offers a point at which the fragility of that dominance can be revealed. As Garry Marvin has remarked, "In hunting, humans might desire the death of the animal, but they cannot demand or command it; the death of the animal is not inevitable. Hunters must struggle to achieve supremacy" (1993: x). Examining works by Angela Singer, Jordan Baseman, Chloë Brown, and Lyne Lapointe that adopt the imagery and method of trophy taxidermy, Baker has questioned the efficacy of using animals to
"productively address the killing of animals " (2006: 70) . Whilst Baker's work is wide-ranging, it does not include an analysis of Ford's place within a contemporary canon of artists that engage with the aesthetics and ethics of trophy hunting. Addressing "one of the most resilient and complex visual images of animals in human culture " (2003: 112) , Linda Kalof and Amy Fitzgerald have explored the race and gender stereotypes evident in photographs of trophy hunting featured in American magazines. 2 Kalof and Fitzgerald, for example, point to the "haunting parallels in the popular culture displays of trophy animals and dead female bodies", noting the correlation with science fiction films (such as Blade Runner) where "dead women are explicitly objectified and spectacularized in death" (121). As with Baker's work, this study concentrates on the display of real-life hunted animals, rather than on the artistic depiction of hunting. In this article, I am concerned with the aesthetics of Ford's self-conscious engagements with a tradition of naturalist painting. I assert that an examination of the form and composition of Ford's paintings is enhanced by adopting literary strategies to read the narratives of colonial violence that he depicts.
Ford is described in interviews and retrospectives as an artist with a "writerly imagination" (Buford, 2009: 8) , whose works are "allegories of colonialism, conservation and human nature" (Howarth, 2014: n.p.) . For Robert Enright, he is " [a] compulsive storyteller in language and image" who "functions much like a fiction writer in the way he tells himself visual stories" (2006: n.p.). The paintings collected in Pancha Tantra, which are often juxtaposed with extracts from travel writing, scientific studies, and ancient mythology, are thus "open to narrative possibilities" (Enright, 2006: n.p.) . Ford attests to this approach, stating that the works have become "like a gigantic storyboard […] that add up to a narrative that has to do with [the] whole intersection of culture and nature" (Enright, 2006: n.p.) . The title of the collection is instructive in this respect: the name Pancha Tantra alludes to an ancient Indian collection of animal fables that has been compared with Aesop's Fables and provides the basis for a number of the stories in the Arabian Nights. Green Hills of Africa (1935) . In doing so he presents the viewer with the violence, both physical and epistemic, which is elided by the naturalist tradition and by narratives of hunting for sport.
In the sections that follow I will outline the role of hunting for sport in sustaining the interconnected hierarchies of colonialism, be they racial, biological, or ecological. This will allow for an analysis of Ford's representation of this form of colonial power. In positioning comparison" between racism and speciesism. In the context of America's history of slavery, Spiegel notes the "close parallels" between "the highly stylized hunts of the British upper classes" and "the hunting of slaves in the Southern United States" (1996: 62). Indeed, the racist slang terms for black men, "buck", and for black men and women, "coons", have their roots in the hunting of deer and racoons. 4 "Hunting as an exercise of power", Spiegel concludes, "only serves to further and further upset the balance of nature, the balance of humans to nature, and ultimately, the balance of humans to themselves " (1996: 64) . In the context of the British Empire, trophy hunting played a key role in supporting an imperial hierarchy that placed nonwhite colonized subjects alongside domesticated animals, fit only for manual labour.
Analysis of representations of hunting shines a light on this overlooked manifestation of imperial power. Organized hunting was central to many pre-colonial societies for a variety of social and economic purposes (including subsistence and the development of weaponry, commodities, musical instruments, poisons and magic items). 5 Indigenous hunting techniques, however, are largely regarded as being effective in sustaining an ecological balance between humans and animals. European colonialism meant the exportation of an anthropocentric Christian belief that humans had "dominion over the fish of the sea, and over the fowl of the air, and over the cattle, and over all the earth, and over every creeping thing that creepeth upon the earth" (Genesis 1:26). This viewpoint influenced the establishment of an imperial hierarchy based on the division not only of humans and animals but of "civilized" European and "atavistic" non-European races: colonized subjects were regarded as lower down the evolutionary scale to Europeans and therefore deemed both morally and biologically inferior. The practice of hunting for sport throughout colonized regions played a significant role in performing and sustaining this division whereby the colonizer had command over the colonial environment and everything in it.
The numerous accounts of big game hunting by Western writers, explorers and politicians proved to be hugely popular in the late nineteenth and early twentieth centuries.
Much like the adventure tales of RM Ballantyne, H Ryder Haggard, and their contemporaries, accounts of hunting "captivated the imagination of people back home" (Adams and McShane, 1996: 26) in Britain and America and emboldened the strict hierarchization of colonized societies. 7 As the social historian John M MacKenzie acknowledges, "[I]n the high noon of empire, hunting became a ritualized and occasionally spectacular display of white dominance" "doomed to eventual failure because they depend on building barriers of one sort or another between people and wildlife" (1996: xvii, xviii). It is somewhat ironic that the critical turn in conservation studies over the last decade has drawn on pre-colonial ideas of humans and animals co-existing symbiotically.
Much work has been done in the areas of social history and conservation studies on the relationship between hunting, colonialism, and their legacies. 9 In Victorian studies, moreover, Rothfels (2007) and Burrow (2013) have examined the significance of trophy hunting in late nineteenth-century material culture and adventure fiction. The field of postcolonial studies has seen a recent turn towards the environmental dimensions of imperialism; yet little criticism of hunting for sport exists. In a statement that echoes Spiegel's "dreaded comparison", Huggan and Tiffin write that, "In assuming a natural prioritization of humans and human interests over those of other species on earth, we are both generating and repeating the racist ideologies of imperialism on a planetary scale" (2010: 6). 10 If postcolonial studies is to work towards "a genuinely post-imperial, environmentally based conception of community", it is necessary to interrogate the category of the human itself and of the ways in which the construction of ourselves against nature -with the hierarchization of life forms that construction implies -has been and remains complicit in colonialist and racist exploitation from the time of imperial conquest to the present day. (Huggan and Tiffin, 2010: 6) In challenging the racial and cultural hierarchies of colonialism, Huggan and Tiffin argue that it is also necessary to challenge the corresponding ecological and biological hierarchies.
In their examination of the connection between racism and speciesism in literary representations of colonialism, Huggan and Tiffin assess the importance of hunting briefly and only in relation to the killing of elephants for ivory in Joseph Conrad's Heart of Darkness (1902) and Herbert Ward's A Voice from the Congo (1910). Doing so reveals important insights into the links between speciesism, racism, and the commercial concerns of colonialism that subordinated both animals and black African slaves to the category of the non-human
commodity. Yet, an examination of hunting for sport, rather than for trade, reveals the way in which the pursuit is tied up with a widespread nineteenth-and early twentieth-century epistemophilia. As Antoine Traisnel notes, the "natural history museums and science institutions" that emerged in the nineteenth century "depended on the products of the hunt for century naturalist art contributes to "an account of how an explanation and narrative of reality was established as the normative one" (Spivak, [1988 (Spivak, [ ] 1994 , and how other, non-Western narratives were subordinated as Other. As Ford maintains in interview:
[T]he mode of representation that I use […] looks like the kinds of notebooks that these colonial guys kept where they did sketches of the local fauna and flora, and named it after, you know, themselves and their own friends and colleagues back in England or whoever first described it. It wouldn't matter that it might be known for thousands of years in the culture that was already there. These guys got the opportunity to call it "Johnson's this" or "So and So's that" and give it a Latin name and filed it. (Art21, 2003: n.p.) Ford thus acknowledges the power of naturalist illustration in naming and claiming the colonial environment: in the process, the indigenous names and the significances of different animal species are disregarded to be replaced by those of the colonialist explorer and "filed" for scientific record. From his own twenty-first century viewpoint, Ford admits to "turn[ing] that tradition a little bit on its head. Rather than in the service of these great collections or empires,
[the work] tells an alternative narrative" (Art21, 2003: n.p.) . That "alternative narrative"
mounts an important critique of the interrelation between art, the generation of scientific knowledge, and imperial power.
The figure in nineteenth-century naturalist painting that Ford's work engages with most clearly is Audubon, whose illustrations were lauded for their aesthetic and dramatic portrayals of exotic wildlife. fig. 2.2) . Ultimately, these two changes, the first striking and the second subtle, radically impact on the ideological import of the naturalist form. Audubon's American Flamingo is an affirmation of wild-life as peaceful and secluded, where the effect of the painter on the work's subject is erased. Ford, by contrast, presents the viewer with the sudden and dramatic moment of death, where the hunter's violent conquest over the natural environment is realized and exposed.
The setting of Ford's American Flamingo is not specified, and it is not clear what the silhouetted hunter's purpose is in killing the bird. The kill may be for commercial reasons, or the hunter may be Audubon shooting birds from his boat just to see them fall into the water. (1935: 274) . He goes on to assert that, instead of "liv [ing] in harmony" with the land like "the natives", "the foreigner destroys, cuts down the trees, drains the water, so that the water supply is altered, and in a short time the soil, once the sod is turned under, is cropped out" (1935: 274).
Expressing a dissatisfaction with Western agricultural techniques, he complains that:
The earth gets tired of being exploited. A country wears out quickly unless man puts back in it all his residue and that of all his beasts. When he quits using beasts and uses machines the earth defeats him quickly. The machine can't reproduce, nor does it fertilize the soil, and it eats what he cannot raise. A country was made to be as we found it. (1935: 274) It is a reflection that is critical of modern industry, and the fracture that it creates between humans and the natural world. It also invests in a pre-colonial system of symbiosis of the kind that contemporary conservationists have championed. Yet, Hemingway does not acknowledge the role that trophy hunting plays in normalizing and exacerbating this fracture.
Two of Hemingway's unfinished texts -the novel Garden of Eden and the manuscript of his second East African safari entitled Under Kilimanjaro (1956) -extend his thoughts on the harmful impact of humans on the environment. These later works reveal a "conspicuous interest in gender malleability and performativity" (Wolfe, 2002: 224) and radically question "the conventional view of the heroic male pitting himself against nature" 
As Burrow remarks:
In the case of the imperial souvenir, the killing of an adversary (animal or human)
produces its body as a trophy -an object by means of which the adversary's power is projected back onto the gentleman barbarian who takes possession of it. (2013: 73)
It is this "taking possession" of the animal as a trophy -rather than as an item of economic exchange -that signifies hunting for sport as the performance of colonial dominance over a fetishized non-European landscape. The possession and subsequent display of the trophy animal is integral to the imperial narrative of Western superiority, whereby the animal acts as a synecdoche of the colonized landscape.
Hemingway's desire to possess the environment is evinced early in the book when he reflects on his safari expedition, stating: It's Hemingway wishing that he could stumble on a place like the trophy graveyard. (Enright, 2006: n.p.) In placing the animal at the centre of the piece, instead of the hunter, it is the hunter's desire to possess, and the vulnerability of that impulse, that becomes Ford's subject matter.
While the antelope is in a position of weakness, waiting for Hemingway to "stumble" onto it, Lost Trophy can also be read as a portrayal of the hunted animal resisting possession.
Ford's choice to conclude the painting's accompanying extract from Green Hills of Africa on
Hemingway's bitter acceptance of defeat -"We were beaten" -points to the work's investment in the power of both the animal and the non-Western world in which it lives to unsettle the desires of the colonialist outsider. This aspect of the work is evident in the painting's composition. The antelope is not depicted as weak and feeble. Instead its huge, muscular neck is at the centre of the frame, and although it has clearly been shot and is bleeding, the animal's stance suggests that it could in fact be rearing up in order to charge at an opponent, with its impressive antlers -the very ones that Hemingway wanted as a trophy of his prowessstretching up and out in front of it. This ambivalence -in which defeat and resilience are captured simultaneously -is also embodied in the oxymoronic quality of the artwork's title.
On the one hand, the painting is of a trophy, and so the subject matter is identified as something that only has value when it is desired and possessed by another. Yet, the qualifying word "lost"
foregrounds the emptiness of that valuation: the antelope has resisted possession by the hunter and will remain forever out of reach; ultimately, it symbolizes the failure of the hunter to fulfil their desire. By capturing the moment of loss, rather than triumph, Ford's painting reminds us of the reliance of colonial power upon the assumed submissiveness and inferiority of colonial environments.
Ford's depiction of an unsettled colonial dominance through an evocation of the imperial wilderness recalls early twentieth-century literary representations of the colonial encounter. In Conrad's Heart of Darkness, for example, the notion that the jungle was "something great and invincible" ([1902] 2006: 23) is emphasized by the tale of how "an old hippo […] had the bad habit of getting out on the bank and roaming at night over the station grounds" ([1902] 2006: 28) . Incensed by the hippo's presence, " [t] he pilgrims used to turn out in a body and empty every rifle they could lay hands on at him. Some even sat up o' nights for him. All this energy was wasted though" ([1902] 2006: 28) . As a minor tale within Marlow's narrative, the story of the hippo takes on a mystical, almost fable-like role within the text, pointing to mankind's folly in assuming dominance over the natural world.
More directly, Lost Trophy reminds the viewer of Orwell's "Shooting an Elephant", in which the writer describes his attempt to kill a rampaging elephant in "must" whilst working for the Burmese police. He knows that the elephant will be the property of one of the villagers, and so killing it would be costly. Yet, he describes how he felt his hand being forced by the crowd of people that grew around him as he pursued the elephant on horseback. Rather than fulfilling the role of the dominant white male hunter, Orwell confesses that, Orwell shoots the elephant, but as with Hemingway's account, it is not a triumphant moment where colonial superiority and dominance is proven. Instead, the elephant refuses to die and
Orwell is forced into an ever-more absurd position, shooting it numerous times as "the tortured breathing continued without a pause" ([1936] 2000: 24). Orwell's tale is not of a trophy hunt, but it marks an important shift away from the colonial arrogance evident in Hemingway's Green Hills of Africa and towards the satirical self-reflection of Ford's postcolonial allegories.
It is not that the elephant in Orwell's essay, or the antelope in Green Hills of Africa and Lost Trophy, can be read as symbols of anti-colonial power. Ultimately both animals are subjected to long and unnecessary deaths at the hands of the colonial hunter. Any suggestion, furthermore, that Western writers and artists present anti-colonial subjectivity through a depiction of animals risks recirculating the racist hierarchy of life-forms underpinning colonialism. The depictions of hunting animals in Ford's Pancha Tantra, however, inhabit the
